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MARCEL DUPRE 

Marcel Dupré, eminent organist, teacher and com- 
poser, was born at Rouen on the 3rd of May, 1886, 
descended from a family devoted to music for more 
than a century. His father, Albert Dupré, organist of 
the famous Church of St, Ouen in Rouen, became his 
first teacher, and in 1896 young Marcel performed 
works of Bach from memory in a public concert. At 
the tender age of 11, he was appointed titular Organ- 
iste du grand orgue at the Church of St. Viven in 
Rouen. At this time he became pupil of Guilmant 
and later, at the Paris Conservatoire, the most bril- 
liant student of his day, winning first prize in organ, 
piano, improvisation, fugue, and finally the Grand 
Prix de Rome for composition in 1914. 

In 1906 Charles-Marie Widor chose Marcel Dupré 
to be his assistant at Saint-Sulpice and during the 
extended illness (1916-1922) of Louis Vierne, Dupré 
presided with renowned distinction at the console of 
the Cathedral of Notre Dame in Paris. In 1920, he 
forever set the seal of fame upon his reputation when, 
in a series of ten recitals at the Paris Conservatoire, 
he performed from memory the complete organ works 
of J. S. Bach before a distinguished audience of 
public and musicians. 

His first appearance in London was in 1920 when 
he played at the Royal Albert Hall, and in the United 
States in December, 1921, when he was engaged by H. 
Rodman Wanamaker to dedicate the Wanamaker 

organ in New York. He returned the following year 
for a concert tour of 94 recitals in North America, 
and again in 1923 for 110 recitals. Since then there 
have been seven trans-continental concert tours, the 
last in 1948, | . 

Appointed Professor of Organ at the Paris Conser- 
vatoire in 1926, he succeeded Widor as organist of 
Saint-Sulpice in 1934, He was granted the dignity of 
Commander of the Legion of Honor in 1948, and was 
Director of the Paris Conservatoire from 1954 to 
1956, at which time he was elected Member of the 
Academy of Fine Arts. 

As a teacher and performer Dupré has exercised 
a very great influence, perhaps greater than any or- 
ganist of his time, and, with few exceptions, the most 
noted organists of France and America have studied 
with him. He has few peers in the art of improvisa- 
tion, excelling particularly in the strict forms, such 
as fugue. Here a prodigious technical skill becomes 
servant to a musical mind of very high order, and the 
music thus created—often in accompanying the ser- 
vices of the Church—reveals the master craftsmanship 
and artistry of Marcel Dupré. When his improvisatory 
powers are coupled with an instrument such as the 
Cavaillé-Coll at Saint-Sulpice—the kind of instrument 
with which his career has been so long associated— 
the privileged listener encounters musical greatness 
that is as rare as it is unforgettable. 

THE MUSIC 

FANTASIA IN F MINOR, K. 608 

ADAGIO AND ALLEGRO IN F MINOR, K. 594 

After Mozart settled in Vienna in 1782, he became 

acquainted with Baron Gottfried Van Swieten, a 
patron and friend of music, who possessed _a sizeable 
collection of scores of Handel and Bach. In a letter 
to his father in 1782, Mozart told of the Sunday 
gatherings at Van Swieten’s “where nothing is played 
but Handel and Bach”. This acquaintance with the 
music of the two great baroque masters was responsi- 
ble, first, for some string arrangements of a number 
of fugues of Bach, next for some un-Mozartian fugal 
works and finally the two works on this disc, in which 
the strict fugal style is now thoroughly and success- 
fully integrated into Mozart’s idiom. 

These two works (along with an Andante, K. 616) 
were commissioned by Count Josef Deym, owner of a 
collection of curiosities in the way of automatic ap-- 
pliances and instruments, for use in a mechanical 
organ. While such instruments were popular at the 
end of the eighteenth century, they held little appeal 
for Mozart, and if it had not been for economic pres- 
sure at the time, he probably would never have com- 
pleted the assignment. In a letter dated 3 October, 
1790, he complained of being “bored” by the task and 
that the instrument was, “too high pitched and too 
childish” for his taste. 

The Adagio and Allegro, K. 594, the first, chron- 
ologically, of these two compositions, was to ac- 
company the display of the wax figure of the Austrian 
Field Marshal Ernst Gideon Laudon, who had died in 
July of 1790, It consists of music of mourning, open- 

PRELUDE AND FUGUE IN E FLAT MAJOR 

The first organ work of Bach to appear in print 
was Part III of the Clavieriibung, published in 1739. 
The work opens with the great Prelude in E Flat. 
The Fugue in E Flat, the concluding movement of the 
work, is separated from the prelude by 21 chorales 
or hymns presented in an order corresponding to that 
of the Lutheran Catechism — sometimes called the 
“German Mass’. Since the prelude and fugue were 
first published in this way, it would seem to indicate 
that Bach had intended no special connection between 
the two. Nevertheless, tradition of rather long stand- 
ing seems to have linked them; indeed, Mendelssohn, 
in a letter to his mother in 1837, wrote of his inten- 
tion to combine the two on a program he was to play 
at Birmingham, England. 

The prelude (perhaps composed at an earlier date 
than the fugue) with its stately and sonorous open- 
ing, employs the majestic pace of the French over- 
ture; there follows a second section of recitative-like 
quality and a final section where three themes are 
joined in counterpoint of unusual complexity, inter- 
rupted by the first theme, which returns like a refrain. 

Time 13:27 

Time 8 :58 

ing with a brooding Adagio in F minor, which is 
followed by a spirited and heroic Allegro in F major, 
with resounding fanfares and fugato, an extraordinary 
recasting in the Mozartean idiom of the Handel Or- 
gan Concerto Allegro. It is impossible to discover in 
this great work, so animated and flowing, any trace 
of the difficulties of composition to which the Salz- 
burger made reference in his letter. 

The Fantasia, K. 608, is dated 3 March, 1791, and 
was written in. Vienna. In contrast to the Adagio and 
Allegro, the tempo of the first. and last sections of 
this work is allegro, while that of the middle section 
is andante, all three sections built upon a vast scale 
and with lavish detail. The double fugue of the closing 
allegro shows the composer to have been a master of 
contrapuntal devices; the whole piece is a wellspring 
of melody which rises to a nobility and grandeur of 
expression as well as to a perfection of form, 
It can be added that as transcribed for the organ 
(not the little mechanical organ of the clock) the 
work stands in equal place beside other great virtuoso 
pieces in organ literature. One cannot help but won- 
der what the production for the organ might have 
been if Mozart had obtained the post of organist at 
the Cathedral of St. Stephen, a position he was seek- 
ing at the time of his death! 

Marcel Dupré has made his own transcription of 
these two works and the full resources of the Saint- 
ome organ are employed with eloquent and telling 
result. 

Time 21:32 

The fugue bears several appellations: “Trinity 
Fugue”, “Triple Fugue” and, most common, “St. Anne - 
Fugue”! There is small likelihood that Bach could 
have known Croft’s hymn tune, “St. Anne”, but, save 
for two notes, the fugue subject is identical with the 
first phrase of the chorale, Was mein Gott will, a 
variant version of which was possibly known to the 
Leipzig Cantor. Since the subjects which open the 
three sections are never heard together, the title of 
“Triple Fugue” is incorrectly applied. Schweitzer and 
others feel that the three-fold structure has reference 
to the Trinity, which may have been the case, If one 
considers the three themes as A-B-C, the form would 
follow this pattern: 

AB tC 
(B and A combined (C and A combined 

Regardless of apellations or analyses, the fugue be- 
queaths to us some of the most sublime music ever 
to come from the composer’s pen, and it is indeed a 
thrilling experience to hear this music on the great 
organ of Saint-Sulpice, especially the climatic and 
final entry of the first theme with full pedal reeds! 
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_ ‘This is one of two discs released by arrangement with DISQUES LUMEN { 
Paris, France, presenting the first modern, high-fidelity recordings of MARC) . 

DUPRE playing the Organ of Saint-Sulpice, Paris. These recordings have be 

meticulously processed by OVERTONE RECORDS to provide the close.) 

possible approximation to the sound of the Saint-Sulpice Organ when repro- 
duced in accordance with the RIAA equalization characteristic. 

The other disc (OVERTONE #13) contains a pro- 
gram of music by J, S. Bach, consisting of the Chorale 
Preludes Nun komm’ der Heiden Heiland, Wir glau- 
ben al? an einen Gott and O Mensch, bewein’ dein’ 
Sunde gross and the Toccatas and Fugues in F Major 
and D Minor (Dorian). 

THE ORGAN OF 
The organ of Saint-Sulpice, Paris, one of the largest 

and most famous in France, has remained essentially 
unaltered since its reconstruction in 1862 by the re- 
nowned French organ builder, Aristide Cavaillé-Coll 
(1811-1899). Originally built by Cliquot in 1781, the 
disposition of the five manuals and pedal was as 
follows: 

I Positif (18 stops) 
II Grand-orgue (22 stops) 

III Bombarde (4 stops—a grand cornet and 3 
reeds) 

IV Récit (5 stops—flute, bourdon, cornet, trom- 
pette and hautbois) 

V Echo (5 stops—bourdon, flute, cornet, 2 reeds) 
Pédale, extending from FF to e, 11 stops, 5 
of which were reeds | 

In 1846 the number of manuals was reduced to four 
and the Pédale was given the range C to e-l. 

With very few exceptions, the specification of the 
organ, cited below, remains identical to the 1862 
specification of Cavaille-Coll, At that time the organ 
was restored to five manuals, the compass of each be- 
ing from C to g-3, and the Pédale was extended 
upward one note. 

The organ is constructed on seven different levels, 
one above the other. On the first level is placed the 
coupling mechanism; the Grand-choeur and Grand- 
orgue occupy the second and third levels, respective- 
ly; the Positif and Solo, the fourth and fifth; and the 
sixth and seventh are given to the Récit (or Swell 
ergan), the only enclosed division. The height of the 

- organ case from the floor to the top of its cornice is 
over 42 feet and the width 39 feet. The enclosed sec- 

I GRAND-CHOEUR II GRAND-ORGUE 

The three selections on this disc were recorded in 
November, 1955, 

Cover design is by DAVID STOKES QUACKENBUSH. 

Jacket notes are by G. HUNTINGTON BYLES. 

SAINT-SULPICE 
tion of the Récit is installed high over the case, where 
the emission of tone into the nave is unobstructed. 

The distinguishing characteristics of voicing and 
colour—foundation stops of ample scale but mild in 
strength; fiery, intense reeds; brilliant mutations and 
mixtures—long associated with the “French” organ 
as designed and developed by Cavaillé-Coll, may be 
heard at Saint-Sulpice. During the more than_half- 
century of the builder’s noted career, he strove for 
improvement of the tracker-pneumatic action which 
he succeeded in perfecting to an amazing degree, and 
he worked toward a greater refinement in the voicing 
of existing tone-colours (this in preference to experi- 
menting with new types of tone). 

As may be observed from the specification, the 
stops on each manual bear a certain similarity of 
nomenclature, and if one considers the Grand-choeur 
and Grand-orgue together as a Great organ, it will be 
seen that each division tends to form a complete en- 
semble in itself with foundation stops of 16’, 8’ and 
4° pitch and an ample supply of mutation and mix- 
ture ranks to reinforce the upper partials, While it 
may rightly be assumed that each manual is varied 
in relative intensity and power, the designer’s objec- 
tive was to attain an integrity of ensemble when all 
manuals were coupled. It may be noted that the full 
ensemble (as heard in the tutti passages of the Mozart 
Fantasia and the great E-flat Prelude and Fugue of 
Bach), while having vast sonority and power, never 
becomes oppressive or harsh. Herein lies the distinc- 
ae genius of the master-builder, Aristide Cavaillé- 
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III POSITIF 
Octave 4’ Principal 16’ Violon-basse 16’ 

Doublette pa Montre 16’ Quintaton eye 

Grosse Fourniture 4 ranks Bourdon 16’ Quintaton 9’ 

Grosse Cymbale 6 ranks Flite conique 16’ Flate traversiére 8’ 
Plein-jeu 4. ranks Montre 9’ eas 9 

Cornet 5 ranks Diapson Uinta as fe 
Bombarde 16° Salicional j . Flite opticians i 
lre Trompette 8” Flute harmonique 8 Flite d : - 
bs Minna ie 9’ Flaite traversiére 8’ Dule: pace 4 
Clairon i 4) Flite a pavillon 8’ pau toe 

Clairon-doublette nh ee De JEUX DE COMBINAISON ; ‘ Grosse quinte 51/3 Quint 
Basson 16 Prcstant 4/ D bk 2273 
Basson 8” Ricca 2 

| : 1 3/5’ 
y Larigot , 

IV RECIT eee Piccolo ie 
: 16’ Bourdon 16 Bicgoies 

Quintaton : Flite conique 16’ Ba 3 to 6 ranks 
Diapason 8 Principal 8’ B euee 16 

Violoncelle 8” Flute harmonique 8’ Tren net: 8" 
Bourdon a. Viola da gambe 8’ Gate 8’ 
Voix céleste 8 one 8’ 4 
Flite harmonique 8’ ioloncelle 8’ s 
Flute octaviante 4’ Kéraulophon 8’ ee PEDALE 
Prestant 4’ Flaite octaviante 4’ . Principal-basse a2. 
Doublette Z Prestant 4’ Contr ebasse 16’ 
Basson-Hautbois 8 on (metal ) 16’ 
Cromorne. 3’ oubasse 16’ 
Voix humaine 8’ rou ae COMBINAISON : “Octave (metal) 9’ 

ine quinte 21/3 F late ey 
ctave 4’ Viol ll , 

JEUX DE COMBINAISON _ Grosse tierce S16 tig 8 
Dulciana 4’ Quinte 2 243° * added in 1 
Nazard 22a. ae 22h soe eo 
Octavin = ctavin 2 JEUX DE 
Fourniture 4 ranks Cornet 5 ranks Contre B ite. tre Bombarde 32 
Cymbale 5 ranks Bombarde 16’ Bombarde 16’ 
Cornet ® ranks Trompette 8’ Ophicléide 16’ 
Bombarde 16’ Clairon 4’ Basson 16’ 
Trompette 8" Trompette harmonique Trompette 9 
Clairon 4 (en chamade) 8 Claton 4’ 
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